While the preoccupation with materiality is widely recognized in the literature on postwar abstract 29 30 art, its international underpinnings and trajectories demand further study. Although often   31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47  48  49  50  51  52  53 and visual practices to the world. (Comment 16) Ink rubbings have long held a special place in the history of Japanese art and, in particular, in the 12 13 history of Japanese calligraphy. Ever the preferred technique for copying calligraphic inscriptions in 15 16 China, takuhon was introduced into Japan in much the same way as many other classical calligraphic 17 18 techniques and concepts. Technically, a takuhon rubbing is an imprint made by pressing a sheet of 19 20 paper over the text or image engraved on an ink-covered stone. The process of rubbing ink on the 21 22 23 stone that carried the usually ancient calligraphic inscriptions quite naturally interacted with the 24 25 spirituality (seishensei) of art, which focuses on the deeply philosophical and metaphysical 26 27 calligraphic content of the rubbed sutra texts or poetry. (comment 3d) The complex relationship 28 29 30 between stone, ink, paper, and the imprint of the simulated brushwork engraved on the stone, 31 32 inspired modern calligraphers and other artists to explore their creative relationship to these 33 34 materials and to materiality itself. 35 36 37 In postwar Japan, the renewed attention to ink rubbings had distinctly antiquarian implications. The 38 39 practice of making ink rubbings was less widespread in Japan than in China, its country of origin. German-American abstract expressionist, transcribed a conversation he had with avant-garde 33 34 calligrapher Hidai Nankoku around 1958: 35 36 Nankoku Hidai, one of them whom I visited in his Yokohama home, gave me many 38 39 hours of the most absorbing information. […] Having the largest collection of stone 40 41 rubbings in Japan, he illustrated his thoughts about calligraphic development by takuhon reproductions on their covers (Fig. 1) . For imagining what the original might have looked like is immensely captivating. cracked signs and damaged text fragments that differ from the original form, and surrounded by such ink produce a different kind of elegance. There are often a lot of feeling. They are so fine that they involuntarily fascinate. White characters
In old rubbings the ink color is faded, which gives them a special subdued, hazy A close study of ancient calligraphic sources-including the translation of stone-rubbings into the 4 5 6 language of black ink on white paper-was an important component of the avant-gardists' training.
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The Study of the Ancient Sources (Koten kenkyū), for instance, was a permanent section in the avant-9 10 garde calligraphy journal Bokujin from its first issue. This and other journals often proudly featured 11 12 13 postwar calligraphers, imprints from ancient 14 15 engravings secured their connection to tradition and allowed for experiments. The Japanese avant- 16 17 garde calligrapher Ueda Sōkyū (1899-1968) (1963, 170) describes his emotions upon observing an 18 19 ancient takuhon rubbing :   21  22  23  24  25  26  27  28  29  30  31  32  33  34 (comment 8) 35 36 Ueda and many other calligraphers of the postwar generation perceived rubbings as a conversation 38 39 with the ancient masters. The voices of these masters, recorded in the stone and paper of the Arising quite independent of the stone-rubbing boom in the world of Japanese calligraphy , and Ernst self-consciously regarded himself not as a creator of his frottages, but, as he stressed in his 16 17 later programmatic text "Beyond Painting" (1936), as a spectator assisting at the birth of works 18 19 created by the "mind's hallucinatory faculties." Meditating on the random patterns of the objects 21 22 around him opened a pathway into the surrealist world. For Ernst, materiality was a way to escape 23 24 the intentionality of the human spirit, a fight with the culture in which high art was produced, and a 25 26 means to deconstruct the artistic ideologies inherent in it. According to Ernst, his frottages By bringing trivial everyday objects into the picture, allegedly (comment 10d) without altering them 40 41 through painterly depiction, Ernst unsettled the hierarchy of art objects. He eliminated from the act interest in his own reactions and associations to them. As Ernst writes, "the drawings thus obtained took on the aspect of images of an unhoped-for precision, probably of a sort which revealed the first 4 5 6 cause of the obsession, or produced a simulacrum of that cause." (Ibid.) (comment 10c) 7 8 9
The way Max Ernst chose to visually represent this idea can be seen in his Mauerschleicher (or Rasant 10 11 les Murs) (Fig. 2) . This phantasmagorical image, drawn from his Natural History series, expresses his 12 13 ironic fascination with the scientific ambition to taxonomize nature. making imprints from precious ancient bronze vessels, fragile wooden objects, and other delicate modernizing Japanese calligraphy, as well as for initiating a transcultural dialogue in abstract art. In talents helped Hasegawa to recognize in the medium of ink rubbings a great potential for as a prominent art theorist and exponent of modern European and American art. These multifaceted with expertise in classical Japanese art, ink painting, Zen philosophy, and the tea ceremony, as well artist with broad international experience and a large network, Hasegawa was also an art historian, painting and Japanese calligraphy closer to each other. 21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47  48  49  50  51  52  53  54 ink rubbings of ancient characters as timeless natural monuments. In Nature (Fig. 3) , a representative 14 15 work from this period, Hasegawa places the character 幽 (yū, "dark, otherworldly, confined") in the 16 17 midst of rubbings of wood and stone, treating the character as a phenomenon as natural as trees 18 19 and rocks, and at least as ancient. In this work culture and nature mingle, with the Sino-Japanese became the ultimate content of the work, with meaning emerging from the patterns of the rubbings 18 19 themselves, rather than from the author's subconscious, as Ernst had suggested. As Inui Yoshiaki his takuhon works fully aware of their possibly surrealist associations. Yet, as an avant-garde 18 19 calligrapher, he was also trained to perceive takuhon ink rubbings as ancient artifacts and as a means around. So I decided to take a rubbing from our threadbare tatami and to combine it 47 48 with the cut-outs of characters written by my children. outstanding. So I took rubbings from these scribbles too, whenever suitable. In 1952 Inoue produced a series of calligraphic rubbings that feature a rubbed tatami pattern as their 10 11 background. By rubbing the tatami floor, he enters into a conversation both with his own family and 12 13 with the family that lived in the house before them. Working with the worn tatami is akin to talking (Fig. 4) In Inoue's work, the discourse of materiality, in which takuhon delve into the effects that various hierarchies, technical competitions, mutual inspiration, and economic rivalry, offer a rich field for 11 12 13 investigation. But in calligraphy and printmaking of the postwar era, single-authored production was 14 15 given clear preference. The postwar artists were eager to explore the tension between artist and 16 17 material and to discover how the natural material of wood, stone, or paper reacted to being shaped 18 19 by the artist's ideas and actions-and how the material directed the artist's hands and minds in turn. 21 22 To accomplish this, the artists wanted to immerse themselves fully in the physical aspect of art 23 24 production. When one person controls all the stages of production, the artist's perception of the space, the manifestation, as it were, of the Nothingness itself. In this work, Inoue Yūichi depicts the spirit present in matter, the nothing at the heart of things. The artists, the Japanese calligraphers later got trapped in their own rhetoric of spirituality (seishinsei). models with a view to inheriting a tradition, rather than a way to leave one's own traces in history. The various wood and stone textures found in rubbings, once so mesmerizing for Hasegawa and 7 8
Inoue, suddenly stopped seeming like magical fossils passed down from prehistoric times, and 9 10 became once again imperfections that prevented an adequate reading of the original writing and 11 12 13 obscured the deep spiritual meanings contained in the script. The magic of the material aspect of 14 15 calligraphy was dispelled by an increasingly officious rhetoric of high spirituality (seishinsei), as 16 17 advocated by Zen philosophy, which propagated an attitude of haughty disdain towards everything 18 19 earthly and ephemeral. 21 22 Nevertheless, while the renewed discourse of spirituality turned out to be fatal for the discourse of 1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47 Inoue Yūichi,
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